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Mr. R. Buchanan Morton, House of Hope Presbyterian 
Church, St. Paul, Minn.-Symphony No. 6 (First Move- 
ment), Widor; Sonata Eroica, Stanford; Autumn Reverie, 
Jon.gen. 

Mr. Herbert Ellingford, St. George's Hall, Liverpool 
(six recitals)-Fantasia in F minor, Mozart; Fantasia 
Concertante, Petraii; Variations on an Original Theme, 
E. H. Thorne; Passacaglia, Bach; Gothic Suite, 
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and Fugue in D, Bach; Valse Triste, Sibelius; Concert 
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minor, Rheinberger; Triumphal March, 'From Crag to 
Sea,' Liszt; Gothic Suite, Boeldmann ; Solemn Melody, 
Walford Davies; Fugue 'St. Ann's,' Bach; Allegretto 
Grazioso, Hollins; Cantilene Nuptiale and Toccata in G, 
Dubois; Sposalizio, Liszt. 

Mr. A. B. Garrard, Christ Church, Penge-Sonata No. I, 
Lyon; Imperial March, Elgar; Prelude on 'St. 
Michael,' West; Alla Marcia, Ireland (Collection in aid 
of St. Dunstan's Hostel, ?4 I5s.). 

Mr. Bertram Hollins, Beckenham Congregational Church 
-Introduction and Allegro, Henniker; Allegro Cantabile 
(Symphony No. 5), Widor; Meditation, Bonnet; Prelude 
on 'Rockingham,' Parry; Fantasia in E minor, Silas. 

Mr. J. A. Meale, Wesleyan Central Hall, Westminster (three 
recitals)-Prelude and Fugue in D, Bach; Aubade, 
Bernard Johnson; March on a Theme of Handel, 
Guilmant; Triumphal March, Hollins. 

Mr. Spencer Shaw, Wesleyan Central Hall, Westminster- 
Overture to 'Poet and Peasant,' Supg; Grand Choeur 
(alla Handel), Guilmant. 

Mr. W. Henry Maxfield, St. John's, Altrincham-Air with 
Variations, Hesse; Chanson Orientale, Schumann. 

Mr. Herbert Hodge, St. Nicholas Cole Abbey (four recitals) 
-Funeral March, Tchaikovsky; Prelude and Fugue on 
B A C H, Bach; Marche Pontificale, de la Tombelle; 
Piece H&erique, Franck; Fantasia in F minor, Mozart; 
Fugue in G minor, Bach; Air with Variations and 
Finale Fugato, Smart. 

Dr. Walker Robson, Christ Church, Crouch End (five 
recitals)-Allegro (Sonata No. I), Bach; Sonata No. 6, 
Mendelssohn; Allegro (Symphony No. 6), Widor; 
Toccata in C, Rheinberger; Scherzo in E, Gigout; 
Marche Solennelle, Borowski; Allegro (from Sonata), 
Elgar; Passacaglia in C minor, Bach; Idyll, Vierne. 

Mr. H. Matthias Turton, St. Aidan's, Leeds-Allegro 
(from Sonata Cromatica), Yon; Pensee d'Automne, 
Jongen; Allegretto Maestoso, Intermezzo, and Finale 
(from Symphony No. 3), Vierne; Intermezzo (from 
Op. 5), Barie; Sonata No. i, Stanford; 'Ariel,' 
Chant du Printemps, Pastorale and Rhapsodie Catalane, 
Bonnet. 

Mr. Frank Butler, All Saints', Hove-Fantasia and Fugue in G minor, Bach; Sonata No. 6, Mendelssohn; Scherzo 
in F minor, Sandiford Turner; Finale (2nd Suite), 
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Mr. Henry Riding, St. Mary-the-Virgin, Aldermanbury 
(four recitals)-Senerade, P. Mansfield; Festal Postlude, 
Gladstone; Minuet, Musette, and Italian Rhapsody, Lyon; Moto Perpetuo, Ford; Minuet and Trio, Wolstenholme; 
March in F, Ireland; Overture, Smart. 

Mr. Allan Brown, St. Michael's, Wandsworth Common- 
Gothic Suite, Boellmann; Funeral March and Hymn of 
Seraphs, Guilmant; Fugue, Reubke; Finale in B flat, 
Wolstenholme. 
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Bach; Chanson Rustique, P. Mansfield; Triumph Song, 
Baynon; Choral in A minor, Franck; Festival Toccata, 
WolstenhoAme. 

Mr. Gerald W. Spink, St. John's, Roundhay-Toccata in F, 
Bach; Sonata No. 6, Mendelssohn; Cantilene in A flat, 
Hollins; Pastorale in A, Jongen. 

Mr. W. Cyril Tapson, St. Mary-the-Virgin, Charing Cross 
Road (three recitals)-March from 'Occasional Oratorio' 
Madrigal, Lemare; Marche Solennelle, Borowski; Grand 
Choeur, Hollins. 

Mr. Harry Wall, St. Paul's, Covent Garden (three 
recitals)-Andante and Fugue (Symphony No. 4), Widor; 
Andantino, Frank Bridge; Berceuse and Legend, Vierne; 
Chant de bonheur, Lemare; Intermezzo, Reger; Preludes 
on 'Deck thyself, my Soul' and 'We all believe,' and 
Trio in C minor, Bach. 

APPOINTMENTS. 

Captain Felix E. Baker, principal tenor, St. Anne's, Soho, 
Mr. Edward W. Bolton, to be organist and choirmaster of 

Finchley Presbyterian Church. 
Mr. Hubert Gresham, organist and choirmaster, St. 

Michael and All Angels, Ladbroke Grove. 
Mr. L. J. G. Marsh, organist and choirmaster, Christ 

Church, Clapham. 
Mr. Gilbert P. Matthews, to be organist and choirmaster of 

Wemyss Castle, Fifeshire. 
Mr. C. F. Mottram, to be organist and choirmaster of St. 

Ambrose's, Edgbaston. 
Mr. H. S. V. Shapley, to be organist and choirmaster of 

St. John's, Darwen. 
Mr. Cyril E. Tapson, to be organist and choirmaster of 

Holy Trinity, Claygate. 
Mr. Arthur F. Tate, to be organist and choirmaster of 

Central Baptist Church, Bloomsbury. 

THE POINT OF PERFECTION IN XVITII 
CENrURY NOTATION. 

On February I the members of the Musical Association 
had the privilege of hearing a paper on the above subject 
from Miss Townsend Warner, who began with some 
remarks on the growth of notation. She observed that 
modern composers were beginning to find our time-notation 
inadequate to their needs. It was because of the richness 
and variety of rhythm displayed in their polyphonic work 
that the I6th century musicians made so much use of the 
point of perfection. Their use of it was exceedingly 
interesting and significant. It was in form a small dot or 
stroke, commonly placed above the notes affected, and 
slightly to the right of them. Its various functions could be 
grouped into three main divisions: arithmetical, mensural, 
and extra-mensural. 

In the first of these, it indicated the perfection, that is to 
say, the triplicity of a single long, breve, or semibreve, either 
standing by itself or in ligature. In this case only was the 
dot placed on the same level as the note. This was the 
baldest and least significant use of the dot. It referred 
solely to the preceding note, without defining the rhythmic 
flow, and hence, having a mere arithmetical meaning instead of 
a mensural one, it could be used for this purpose equally well 
in perfect or common time. It was essential to a comfortable 
understanding of the point of perfection to grasp the 
difference between it and the dot of augmentation. The 
latter was always placed on the same level as the note it 
augmented, whilst the point of perfection was placed 
above the note it referred to. It was only when the 
point of perfection was used in its arithmetical sense 
that there was a risk of confusing it with the point 
of augmentation. They were, however, absolutely distinct 
in purpose, the function of the one being to show 
the perfection of the preceding note and thus to complete 
it, whilst the other showed that the note it followed 
was not complete in regard to the rhythmical structure of 
the phrase. Needless confusion had been caused by that 
arbitrary belief, not yet deservedly confuted, to the effect 
that the present day dot of augmentation was a modern use 
of the point of perfection, and derived from it. 

The second function of the point of perfection was a 
mensural one. Here it dealt no longer with single notes, but 
with the rhythmic flow, and it did this in a number of ways. 
It might be used to define or to establish the completion of 
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a measure. It could also be employed to mark the com- 
pletion of a measure when the notes involved seemed on the 
minus side. When a breve was followed by a minim only, 
with a dot placed after the minim, the measure was filled 
out by the breve equalling five minims. In the greater 
prolation the semibreve and the semibreve rest equalled 
three minims. Sometimes one found that where a measure 
of breve and semibreve was followed by a measure of semi- 
breve and breve, or conversely, a dot was placed between 
these measures. The Dot Divisio Modi was intended to 
preserve the integrity of the Rhythmic Modes. This 
invention of Rhythmic Modes was an early mensural system 
devised out of the combination of the triple prolation with 
the poetic metres. After describing these, Miss Warner 
went on to speak of alteration, which was the final sub- 
division of the mensural use of the dot, and gave various 
examples from i6th century compositions. 

The extra-mensural use of the dot had not been mentioned 
by any of the early musical theorists. It was found pretty 
frequently in such a position that it could not be taken to 
refer to the perfection of the note, or to the definition or 
completion of the measure, or to the regulation of grouping 
in the greater prolation: neither was it necessary for the 
purpose of alteration, or for division of the Rhythmic 
Modes. The lecturer had come to the conclusion that it 
was employed for expressing the catalexis which might 
occur in imitational music, and thus to ensure the proper 
accentuation of the words. It would thus reduce a triple 
measure to a duple. That beautiful effect of rhythmical 
substitution, familiar to us in the music of Brahms, where a 
measure of perfect time was inserted in the flow of 
imperfect time with the greater prolation, was so common 
in music of the period as to need little comment. Musicians 
of the I6th century used effects such as these freely and 
with mastery, with the definite knowledge of their value 
in breaking up and embellishing the rhythmic flow. 

Miss Warner concluded by enlarging on the point of 
perfection and bar feeling, which she said was no modern 
growth but an integral force in the evolution of music. 
When it was called periodicity, this fact was recognised at 
once. Man was a rhythmical animal, so constructed that 
when he heard a succession of equidistant sounds he would 
insensibly arrange them in groups of two's or three's provided 
they were within the circuit of his rhythmical compre- 
hension. There was clear evidence that the bar feeling was 
recognised by our Tudor and Elizabethan composers. It was 
not only in music that contemporary mastery of rhythm 
manifested itself: one could parallel the cross rhythms of 
Byrd and Whyte in the blank verse of Shakespeare and 
Webster. The freedom and subtlety of rhythm which we 
found in the work of this great age did not come to it 
through lawlessness, but through liberty. They could not 
have broken the rules so well if they had not had them 
first by heart. 
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1Revtewz. 

0 Light Everlarting. By Archibald W. Wilson. 
Awaked from sleep. By Charles H. Lloyd. (Chorister 

Series, Nos. 63 and 64). 
0 Thou Sword of the Lord. By Myles B. Foster. (Short 

Anthems, No. 231). 
Rule, Britannia. Arranged by W. P. Rivers. (Part-song 

Book No. 1332). 
In Royal Robes of Splendour. A Hymn of Apostles and 

Martyrs. By J. Lionel Bennett. 
[Novello & Co., Ltd.] 

Anthems for treble voices have been in great request 
during the War, and have been so much appreciated that we 
believe they will continue to be a feature in choirs where 
capable trebles are available. Mr. Wilson's example is for 
three voices, the lowest being for treble, not alto. It is 
tuneful and straightforward. Dr. Lloyd's anthem requires 
rather more independence from the singers, but is by no 
means difficult, the entries being free from awkwardness and 
the writing throughout grateful for the voices. In both 
anthems the organ part is admirably designed with a view to 
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adding an interesting background without swamping the 
voices. 

Mr. Myles Foster has written a short, vigorous introit for 
four-part chorus and organ, with orchestral parts ad lib. It 
is specially suitable for use at services of thanksgiving for 
peace. 

Arne's best-known song is usually pitched in too high a 
key for popular use. Mr. Rivers's version is in G, and is 
for a solo voice, with three arrangements of the chorus- 
S.A.T.B., S.S.A, and T.T.B. A very useful edition, the 
pianoforte part and vocal harmonies being alike excellent. 

The Rev. Lionel Bennett's hymn is a very elaborate 
affair, for use as processional or anthem. It consists of a 
fine, vigorous tune, with varied treatment-free organ part, 
fauxbourdon, &c. In its complete form it demands a big 
and capable choir, but the composer has suggested cuts and 
other expedients in order to make it available for more 
modest forces. It can also be sung as an ordinary hymn. 
The writing throughout is free and effective, and the varied 
organ parts are full of interest. Orchestral parts may be 
hired. 

emriniscences of Henry Coward. 
[J. Curwen & Sons.] 

In the story of British music of the present generation 
there are few more striking examples of self-help than 
Henry Coward, the boy who, undeterred by poverty and 
disadvantages of every conceivable kind, made himself one 
of the most famous of choral conductors. The musical 
aspirant of to-day who has his path smoothed by scholarships, 
doles, and short cuts, will find wholesome reading in this 
volume of reminiscences. Dr. Coward abates nothing in the 
record of his early poverty, but there is none of the arrogance 
of the average self-made man-merely a proper pride at 
having been able to rise superior to an environment that 
would have swamped all but the most indomitable. 

He divides his book into four parts, dealing respectively 
with ' Boyhood, ' The workshop,' The School, and ' Musical 
Profession.' The school was Zion School, Attercliffe, where 
young Coward, then in his twenty-third year, obtained a post 
as pupil-teacher at a salary of ?20 per annum. He had 
previously worked at the cutlery trade from his ninth year. 
rhese two facts will show something of the mettle of the 
man. 

The book is one into which musicians, and especially 
choralists, will dip with profit. We wish we had space for a 
few extracts, but after all it is fairer to refer readers to the 
volume. They will find it far more engrossing than many 
books with more pretensions to literary style. For example, 
the naively simple passages on pages 31-33, descriptive of his 
religious experiences, will move all but the cynic. 

Dr. Coward has no intention of becoming inactive yet 
awhile. He says, 'I began my musical activities in connection 
with the Church, and I am in the hope that I shall finish my 
work by doing still more in the direction of raising the 
standard of Church praise.' There is plenty for him to do, 
and we wish him many happy years of life in which to do it. 

'After tumult, rest.' Tenor solo from 'War and Peace.' 
By C. H. H. Parry. 

Hark! Hark! my sout. Sacred song. By Percy E. 
Fletcher. 

[Novello & Co., Ltd.] 
It would be difficult to find a song more suitable for peace 

celebrations than the extract from Parry's ' War and Peace,' 
a characteristic setting of these words: 

'After tumult, rest; after tempest, calm; 
Earth, like a weary child, is gently press'd 

In the enfolding arm. 
Where the battle roar'd 

Round the trenched height, 
Steals a dewy fragrance, softly pour'd 

From the lips of night. 

Creeps the gathering rust 
O'er the broken gun, 

Fort and bastion crumble into dust, 
Now their task is done. 
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